Tim Miller's Autobiography of the Future
Glory Box
The real-time heat of live performing is an especially handy crucible for raising awareness and provoking people to action. I believe the empathy and openness that come through the seductive strategies of live performance -compelling narrative, the performer's charisma (hopefully!), the group dynamic that comes with a live audience -create the ideal conditions for conversion, the channelling of the audience's psychic and political energies into a fight for social justice. I think theatre is primarily a site for liberation stories and a sweaty laboratory in which to model possible strategies for empowerment.
Tim Miller his 'impulse was always autobiographical really, even the very first piece I did'. 3 As Miller acknowledges, even his early more 'Futurist inspired' work was about a '21 year old perspective and about being a gay kid coming from California and going to New York'. 4 Miller's commitment to a performance practice which utilises the autobiographical mode has continued throughout the 1980s and 1990s and into the twenty- Working with performance and theatricality, Miller carefully resists positing a fixed, knowable subject or an essential identity. Rather than digging deep to reveal any 'true' or foundational self then, Miller, as I will show, both explicitly plays his 'self', and plays with his self, rendering as problematic any assumed referential status of autobiography.
Autobiographical Influences
In various published interviews, Miller has stressed his commitment to an art practice that is 'about things' 5 . In making work about things, the artist is very much located in the world, and is positioned as a 'social creature, a social worker and a social activist'. 6 This function of the artist as a social activist and as a citizen is one that
Miller embraces in all of his work.
Of course, the explicit conjoining of art and politics is not a new phenomenon.
Notably, growing up in California Miller was able to witness first hand the work of feminist artists: 'When I was in high school I was going to the Women's building in downtown L.A., in '76, '77 … L.A. was sort of the centre for feminist performance art as that version of feminist art practice and it had a huge impact'. 7 The continuing influence of that work is tangible in Miller's own as he places value on personal experiences as a means to lay bare, prompt dialogue about, make sense of, and hopefully, ultimately, change our contemporary worlds and the lives that can be lived (and told) in them. 8 His own performance storytelling, about the life he has lived and has yet to live is one means of bringing about that change.
We live in a very different world because of these autobiographies. … I just think we can't even imagine what the world would feel like without this wealth of diverse narratives that exists now. … How meagre the world would seem without new stories and how we would long for them, I think, if they weren't there. 9 The stories that Miller tells, 'which … bring in, in as pointed and direct a way as possible, the experiences I am going through', 10 focus very much on his location as a gay American, and although Miller does perform his pieces to mixed audiences, his own concern is very much with voicing a queer narrative. As such, his address is primarily to a gay and lesbian 'constituency'. Whilst Miller chronicles his own experiences in his performances it is also evident that he strives to go beyond the 'individual' in an attempt to create a more 'communitarian' space. 11 Indeed, it is precisely through using his individual experience that he hopes to find 'a window for [the audience]'. 12 Miller's performances then, involve constructing and negotiating a bridge from the individual experience to the spectator, thereby refuting the often uncritical accusations so often associated with autobiographical performances: that they are (by 'nature') solipsistic, narcissistic, egotistic.
It is also important to draw attention here to Miller's choice of the word 'communitarian', as opposed to the more familiar one of 'community'. At the outset I suggest that perhaps this word signals Miller's awareness of the problematic issue of 'exclusiveness' that circulates around notions of 'community'. In order to conceive of a 'community', as it is most typically imagined, one must erect borders which serve to differentiate those who belong, from those who don't. Once borders are in place, the policing of borders becomes a necessity, in service of the maintenance of a community based on 'sameness' rather than difference. Communitarian, it seems to me, is perhaps an alternative organizational structure that does not take any 'shared' relationship or foundation for granted, but instead acknowledges the more contingent process of co-operative or collective activity -a process that requires work, and that does not take the idea of a community -or who belongs to it -a priori.
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THE ISSUE
Glory Box is, in many ways, a love story, charting a love that refuses to be beaten by homophobic legislature. Britain is perhaps known as 'a bottom drawer'). As a young boy Miller believed that a hope chest was an actual part of the body, 'behind the sternum and to the left of the heart', where we put 'the things we hoped for'. He is therefore disappointed to discover at age five, from his mother, that it is merely a box into which young women collect the things they would need when married, 'like dishes and linens'. Refusing Oops, I'm getting ahead of myself. I have found, over many years of performing, that you should never put the overbearing political rant in the first 45 seconds of the show. It's much better to wait for at least one good joke and perhaps some cheerful nudity (GB). only performing a version of myself …. A persona that is concocted out of the amplification that goes on when I speak to fill a large room; the kind of adrenalin that's summoned when I perform period; the fact that I take my glasses off, all those things, you know, and my concentrated experience, and which in some ways I don't even know is that different than the way Charlie Chaplin concocted the tramp out of different parts of himself and may be no closer to who I actually am in some ways. 18 The autobiographical experiences, then, are 'concentrated' representations,
represented by a persona that is not Miller. The difference between autobiographical and non-autobiographical performance begins to slip. However, the one ground that can be held on to is that these experiences, from which the 'concentrate' is made, are drawn from the life of the person who performs the stage-version of Miller.
If only it were that simple.
ACTIVATING THE SPECTATOR
Challenging the supposedly secure ground that I've just established above, Miller
figures into this autobiographical performance a future that has not yet happened.
This is perhaps the most important device used in Glory Box in relation to placing the spectator into an active position.
The Active Spectator
There is nothing new in proclaiming the spectator to be 'active' rather than passive.
Since the late 1970s at least, with Roland Barthes declaration of 'the death of the Author', 19 the centrality of the artist in relation to the creative act has been displaced by the centrality of the reader or the spectator. Alongside this widely accepted notion of the 'active spectator', I would like to posit another type of active spectator -the activist spectator. Through his employment of futurity, I would suggest that Miller is inciting the formation of just such a spectator, pushing the idea of 'active' to another realm. Whilst theatre might not cause a revolution, Miller's brand of performance art might just result in a form of direct action.
As has already been explored, the act of remembering is precisely that, an act, involving action. The act of remembering involves considering past events from the location of the present, such that the present provides a perspective from which to give past events particular meanings. Past and present then, rather than being discrete and separate time frames, become interlinked in autobiographical processes. In Mark
Freeman's words, whilst we tend to think of autobiographical narratives as unfolding so that the beginning leads to the end, in actual fact, 'there is also a sense in which the end leads to the beginning, the outcome in question serving as the organizing principle around which the story is told'. 20 For Freeman, the idea that the life-story is starting at the beginning of a life is a 'trick' of autobiography, since the story has actually begun at the end, at the point of writing. It is from this 'end' point that one then returns to the so-called beginning. 
'How ya doin'? I asked him. 'I'm okay. I'm just pretty scared of how this Immigration stuff is going to go off. … What'll we do if something goes wrong and they don't let me in? (GB)
Each time the performance switches back to this narrative of an imagined future, The US Consulate won't let him in to the States, has rejected his student visa, his return ticket is no good now, and he has had to drop out of University because he's missed the beginning of the term and our lives are falling apart thanks to the US government ….
(GB)
This scene is not set within a fictional time frame, and so we can therefore assume that Alistair has actually lived through the experience of not getting through Immigration Control before, which means that perhaps the events that Miller is relating in the fictional scene are not fictional at all. Throughout this entire narrative there is an irresolvable undecidability, as it becomes impossible to determine fact from fiction, recounting from inventing. This blur serves to render the 'fictional' moments as invested for the spectator as the autobiographical moments, but it also perhaps makes us question again the referentiality of the so-called 'real' events.
When does 'fact' become 'fiction' and vice versa?
Story as Rhetoric
In creating this simultaneous narrative, Miller has strategically provided another frame from which to enact his political position. Returning to the long extract above in which Miller delivers his speech to Alistair concerning inequality, as if that speech is actually part of a fictional exchange between the two of them, it is also evident that
Miller has constructed this part of the fictional story in order to be able to deliver this message to the audience. Miller uses his performance to deliver facts and information about a specific subject. Although the speech is embedded into the narrative, it also stands alone, as a mode of political rhetoric, establishing the argument. In relation to activating the audience, it is vital that Miller 'persuades' them, and gets them on-side.
Of course, one could argue that since the majority of audiences that Miller will be playing to will be gay or lesbian, they will already be on-side. However, David
Román provides an important counter-argument to this assumption:
For critics who argue that gay and lesbian performance only preaches to the 'choir', it is important to recognize that such a choir does not exist unless one presupposes (which Miller does not) that there is only possible a singular monolithic community of activists who reflect the 'ideal spectator'. 23 This is particularly true around the issue of gay and lesbian marriage, since many gay men and lesbians disagree with the institution of marriage, and its historical signification, particularly in relation to gender politics. Miller admits to having felt this way himself about marriage, reluctant to support 'a corrupt bourgeois institution, etc.', but it really rings hollow when you are facing your lover being deported, or can't get into the hospitals to see your partner, or the immediate family takes away the house you left your partner because your will was not acknowledged. 24 Miller's task, in Glory Box, is to convince the spectator of the urgent need for samesex marriage legislation, domestic-partnership legislation, or Civil Union legislation.
Glory Box is also not singularly concerned with the status of gay partners. An equally pressing, different -but related -agenda for Miller is surely the lack of recognition within the gay and lesbian 'community' of the problems facing bi-national couples, and the discrimination -not to mention the pragmatic difficulties -that such couples encounter.
According to Robert Paine, political rhetoric 'is devoted to persuasion'. 25 Political speech, for Paine, should result in the listener of the speech being 'disposed to act'. Or, as is said of Demosthenes, the ancient Greek exemplar of oratory:
When Cicero spoke, the people said, 'How well he speaks!; when Demosthenes spoke, the people said, 'Let us march!'. 30 Such stories again serve to forge an 'us' -people oppressed because of our sexuality -and 'them' -homophobes or people who support homophobes, or people who do not fight homophobic legislation.
I believe right now for a heterosexual person to get married while gay people can't is a completely immoral act. As immoral an act as going to a restaurant that doesn't serve black people, joining a country club that won't allow Jews (GB).
Miller's call to action is, importantly, not just directed at gay men and lesbians or bisexuals, but also at straight people. The 'them', in this instance, is not about sexuality but is about where a person stands in relation to equality, justice and human rights. 'We' can be a diverse movement. My Queer Body may have provided a fantasy ending that the spectators are being encouraged to aspire to and hope for, in Glory Box the spectators are shown how the fictional story could very well end up being reality, and are being asked to help find a way to avoid that. For Miller, it is 'the future we're haunted by'. 35 If so, then an exorcism is called for. 36 At the end of the show, the house lights come on, and Miller takes the stage once again. He thanks everyone for coming, acknowledges again that he is in Glasgow, and that that has special significance for him and Alistair. He then urges everyone to sign a petition demanding that new legislation for partnership-rights be autobiographical storytelling that draws on the 'real', attempts to activate the spectator, transforming them through this process into activist spectators. 37 As Miller himself has stated, it is these activated spectators who are the 'absolutely crucial agents for change'. 
